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INTRODUCTORY. 

In the compilation of this Guide to Vamping on the Banjo, the aim 
has been to shew, in the most simple manner, the chords by which a song 
or other melody may be accompanied in various keys. Almost everything 
of a technical nature has been carefully avoided, so that those who would 
wish to play, but who have a very limited knowledge of musical matters,may 
be able to arrive at a pleasing result w y ith the least possible effort and com¬ 
paratively little trouble. 

It will occur to everyone that the rules -which govern the writing of a 
musical composition may only be acquired after a considerable amount of 
study, such as only few players have the opportunity or inclination to mast¬ 
er, but it is not intended in the following pages to do more than the Title 
suggests, and for this purpose few instruments are more suitable than the 
Banjo. 

Now it may be thought that with such a small number of strings its 
possibilities are restricted, but as we progress it will be seen that every 
key in which a piece of music may be written is to a considerable extent 
at our disposal, by a very simple alteration of the position of the fingers 

stopping the strings. Briefly, the secret lies in the fact that a combi¬ 

nation of notes struck together (called a chord), may be played in dif¬ 
ferent ways or positions, without altering their value as a whole. For 
example; a chord played on the Pianoforte can be accommodated to the Banjo 
by altering the positions of the notes, and yet still retain its musical effect. 

The system adopted has been to apply the same rules that are used in 

vamping on the Pianoforte, and those who may care to follow the subject 
more closely can easily make the comparison. In both cases the result 
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GENERAL REMARKS. 

Having- tuned the Banjo by nne or other of the methods suggest¬ 
ed we are prepared for its playing. As previously remarked, it is not 
the intention here to dispense with either an instruction book or the les¬ 
sons of a teacher, but rather to supplement them. So, the method of 
holding the Banjo _ positions of the hands, etc;_ tone production, and the 
general information required by a prospective soloist does not so particu¬ 
larly concern us. 

It has already been remarked that there are certain well defined 
lines on which an ordinary song or piece is written and arranged, and it 
is therefore to what might be called “straight forward” compositions, that a 
vamping accompaniment may be successfully played. The main idea must 
be to play in such a manner that the singer of a song will be assisted, 
or a melody “filled in” appropriately. The many examples which are giv¬ 
en in the various keys will illustrate how this may best be done, so a 
preparatory general hint or two will, perhaps, be sufficient to suggest the 
general procedure. Take, for instance, any well known ballad or song. 
We shall find that on reading it over there are a certain number of 
syllables or words proceeding in a well defined order. 11 we recite 
it or even count the “beats” we probably find there are an equal number, 
say eight accents in the first line_perhaps seven in the next line— then 
again eight, and seven, and so on, and each verse has eight lines. There 
is an orderly sequence throughout. Now its music will be arranged in 
a precisely similiar way, and if we count the bars we shall find that in 
almost every case there are eight or sixteen— the first line will be in 
two bars-the second line in two bars more and so on, the refrain or 
chorus being in eight bars more. Always eight, or parts of eight, but 
hardly in any instance having an odd number of bars. This then, gives 
the accompanist some considerable assistance _ he will be able to judge 
without difficulty just how much “vamping”he has to do. Then again the 
music itself—the chords shown in the diagrams _are used in order. It 
will be seen that they are numbered 1 . 55 . 3 . This numbering has 

been adopted to avoid the frequent repetition of three words which al¬ 
most invariably appear in Pianoforte Vamping Tutors, but which convey no 
meaning whatever to any but a musician, and in fact, are not thoroughly 
understood by many who, perhaps, are fairly good pianists. These are 
Tonic ( 1 ), Subdominant ( 2 ), and Dominant ( 3 ). As the rudiments of 
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music are not essential to a Vamping Tutor it would be quite unneces¬ 
sary to explain the derivation of these terms, so we may simply notice 
that the musical scale of notes in their order are, according to the rules 
of Harmony, given certain names—of which these are three — and these 
three chords can be used to accompany all the notes in the scale. 

The most common chord of all is the 1st (or Tonic), and by playing any 
one of those so numbered it will be recognized as the principal groundwork 
of its key. The next frequently used is that numbered 3 (the Dominant) 
and this is important because it always leads up to N? 1. Whatever 

changes of key may be used, or if the “Minor” chords are necessary, we 
cannot get back to the original key without first playing this N? 3 
chord. In fact, in many simple melodies these two chords can he play¬ 
ed without any other chord at all. The N9 2. chord is not quite so 

frequently used, but it has its important place. 

Remember, that for vamping purposes you always commence and 
finish with the N ( ? 1. chord. A song does not always keep to the 

same key throughout. It sometimes changes to another Major or 
to a Minor chord. In the first case it frequently changes at the middle of 
the verse to a key which has a certain “relation” to it. For 

example —it will commence in C. Major and go into G. Major , in this 

case the chorus, or refrain, will be in C.Major also, so do not forget 
the above rule, and play the last bar of the verse in the C. 3. chord. 

and so bring the accompaniment back to C. Or it may change into a 

Minor key—every Major key has what is known as its “relative” Minor _ 

these follow the Major keys in the diagrams and are called by a letter 

two notes below the Major name note. Thus, the relative Minor of the 
key of F. would be D. The same rule as given above for the change 

back again to the Major, applies here also. You must play the 3. 

chord before getting back to the Major. 

But nothing is so good as frequent practice, and with the chords shown 
(with the positions at the frets for the fingers)there should be no reason why 
anyone should fail in making a fair Banjo accompanist. If from this 

beginning the player is induced to learn more of what the instrument 

is capable of, so much the better. He will be amply repaid for 

all the trouble he may take. 











THE RIGHT HAND. 

Having- seen how some of the strings are “stopped” by the fingers of the 
left hand, and other strings remain “open” in the formation of the necessary chords, 
it' is the work of the right hand to produce the chords by sounding or “plucking’them. 

Presuming that the player has acquired this elementary knowledge (as suggest,, 
ed jn the notes on page 36 ) it only remains to apply the principle so as to give 
variety, and thus make the most effective accompaniment . Taking the common 
chord Cl. we see that (including the bass) we have four notes. The bass is 
plucked by the thumb of the right hand, the next is an open string plucked by the 
thumb (after the lowest note has been sounded), the next note, on the second string, 
is plucked by the first right hand finger, and the first string by the second (or 
middle finger of the right hand. When the octave (or short) string has to be 

sounded) that also is played by the thumb. These fingerings will apply to all 

the diagrams shown, so that the rule once learned we need not again refer to 

the subject in detail. , 

Commencing with the first chord, all we have to do is to first sound 

the bass string (shown by a black circle) and then, the other three strings pluck¬ 
ed all together will give the chord gS Repeat this chord twice more and 

til ] I 

we have the bar 5 ; ~ jhjL iq i - -P.-g-gr-vi 

| I 


The same right hand fingering with the chord C2 will produce: 

or, the thumb may first sound the note shown on the second fret of the t.nrd 


string and then the three notes together giving the bar:- 
The chord C 3 sounded in exactly the same way gives the bar:- ^ 

If, however, instead of sounding the three strings (after the bass) all together, we 
play each note separately we shall have and by reversing thei 

order 


This simple manner of playing will give what is known as 

% “running” accom paniment—the chord is “sprinkled” or “broken up” and the 
effect on all three chords (Cl. C2. C3.) is as follows - 



EXAMPLES 

Showing how the character of a song is helped by the accompaniment 
DRAW THE SWORD SCOTLAND. 





Draw the sword Scotland, 


S Gotland,S c o tl an d, 



Over moor and mountain hath 

i % ! 
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GOOD BYE, SWEETHEART, GOOD BYE. 


TWO-FOUR TIME. 

Is very largely used in comic songs, and it is in this that Polkas,Polka-Marches,Jigs 
and Galops are written. Being for music of a lively character the accompa nime nt is 

generally played either ^ ^ jf "1 or W or 

SAY SO. SAUCY SUE. I . *T 


USi 


THREE-FOUR TIME 

Is that in which Waltzes and Mazurkas are written, besides being frequently used 
for vocal music. The difference is that three beats are counted in a bar in 
stead of two or four. The bass note is mostly counted as one beat, whilst 

the chord played twice fills the other two beats, thus: li ? 1 I EI J I. I1 iE l ifE 


da: 













































































ALICE WHERE ART 


THOU • An illustration of the same chords played as detached notes* 



birds sleep - mg 


Sweet Lyra gleameth b 




SIX-EIGHT TIME . _ p 

Ts verv frequently used for both Vocal and Instrumental music, and admits of many 
SfferTnt Xs of fingering the chords. The easiest way to count this time is to 
reckon 6 Sick beats, wifi, the accent on the first and fourth. 

JOSHUA? -—- 


There was a young fellow a mak - mg hay, 


And his name was Jos _ hu _ A , 



, • e “rmnnlar.*’ order (Marches, Dances, etc) can generally be 

Instrumental music of P P re o-ards time. That is to say the styles of play- 

accompanied on well defined hr < g sim iliar, although they will differ 

^^Jtts^m^ottisches and Barn Dances are written 

in Common time as the following example. 

SYBIL ENTR'ACTE. i f—T ■ g ,_—-,--a- 



Marches vary in time according to the purpose for which they are written 
but the majority are in six-eight time. 

PARK CRESCENT MARCH. _ . . ^ ^ _*-1-W - P —f 



L,with ll 
written 
th the i 
short b< 

s 2. & : 
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Although the Minor Keys are not commonly used for an entire composition, 
it is essential that the chords should be known, as it frequently happens a 
part of a melody may he in a Minor Key. Each Major Key has what is 
known as its ^relative” Minor, and this is the one into which the change will 
most likely be made. After examples of accompaniments in the chords shown, 
we will see how the changes are made from Major to Minor, or Minor to Major. 
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1st Finger odist Fret of 2nd String j 2nd String open , 

2nd Finger on 2nd Fret of 3rd Strin g j 1st Finger on 1st Fret of 3rd String 

3rd Finger on 3rd Fret of4th String (f I 2nd Finger on2ndFret of 4th String 

4th Finger on4thFret of 1st String )-j-f--^- |— 4thFm g er on3rJ Fret of lst btrm & 

1st Finger on 2nd Fret of 2nd String 
2nd Fing er on 3rd Fret of 3i d String 
3rd Finger on 4th Fret, of 4th String 
4th Finger on 5th Fret of 1st String 
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KEY OE G MAJOR. WRITTEN 


G MAJOR 1 CHORD.! 



G MAJOR 2 CHORD.I 


G MAJOR 3 CHORD. 


4th & 3rd Strings open 

l^t Finger on 1st Fret of 2nd String 

2nd Finger on 2nd Fret of 1st String 



1st String open | » * 

1st Finger on 1st Fret of 2nd String 
2nd Finger on 2nd Fret of4th&3rdSti 


All Strings open 


An alternative G. Major 3* Chord is frequently used, giving the 
notes mm It is made by placing the 1st finger over all 
the strings at the 2nd fret; the 2nd finger on the 2nd string at the 
3rd fret* and the 3rd finger on the 1st string at the 4th fret, thus: 
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Having- seen in the previous pages how the right hand fingering of the chords 
may be varied to suit different styles of songs, etc; we are prepared to study ex¬ 
amples in various keys and times. 



SWEET SPIRIT HEAR MY PRAYER. 



3 


1 
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' <3-CHORD 1 * ] * I I 1 1 I T~r I I I >3 

* 2 

Z// 7 ^ O.V 77/£ OCfi’.LY fOFi?, 
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poor rnriva. 



CHORD 1 * y I tr 3 

TERENCES FAREWELL . 
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KEY OF F MAJOR 


. WRITTEN 



F MAJOR 1 CHORD. 






STEPHANIE GAVOTTE 

















































































22 KEY OF D MINOR, written ip 








DERVISH DANCE. 
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KEY OF D MAJOR. WRITTEN 


D MAJOR 1 CHORD. 


D MAJOR 3 CHORD. 

0 , 






D MAJOR 3 CHORD. 


[ 6 ] 



1st Finger on 2nd Fret of 4th & 3rd Strings 
2nd Finger on 3rd Fret of 2nd String 
3rd Finger on 4th Fret of 1st String 



Ail Strings open 


1st Finjrer on 2nd Fret 
of 3rd 2nd Sc 1st Strings 
5th Sti ing plucked (open) 






CAMPTOWN RACES . 



CHCRO 1 


i 


1 
















KEY OF E FLAT MAJOR 


WRITTEN 



1st Finger on 3rd Fr et 
of 3rd 2nd & l->t Strings. 

o 

4th Finger on 5th Fret of 4th Str 





SATANELLA DANCE. 
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C MIN 


1st Finger 
3rd Fing ei 
4th Fingei 
If thert 
4th string, 
may be r 



4th & 3rd Str 


ings open 


1st Find er on 1st Fret 

o 

of 2nd & 1st Strings 


Fret of 3rd & 2nd Strings 
Fret of 1st String 
Fret of 4th String 
Pficulty in stretching to the 
vest note on the 3rd string 
d instead. 



3rd 8c 2nd Strings open 
2mi 1’ ing er on 2nd F i et of 4th S 
4th fin <yer on 3rd fret of 1st S 

o 


Th is Key is very frequently 
used in Banjo compositions, 
so the Chords should be 
specially remembered. 






29 


DANSE GROTESQUE. 















































































































ss KEY OP A. MAJOR, wri 
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general notes. 

It i, essential that all the separate notes forming » chord should 
he sounded with equal power, so that one does no, predommat^over ^ 

others. A simple exercise for strengthening the fingers and p g 

desired effect is by commencing with the 3rd string and plucking « 

thumb then the 2nd string with the is, finger and die 1st stmng with the 

fino-er sounding one after the other with regular precs mn, thus- 

^ ' __________ ^ ^ ^ ■ 


1 ! -it first and then with gradually increasing: rapidity. Then the octave string 

the others as direcied. d „ , # left hand fingers (as shown in the 

Ctrrxs.'LtsS •— *• • i " d -., 

.. i;,:? s.r?i“‘‘..S" TOf “ 

farther aw^y from the Bridge the softer the tone. 

„ , . n _ mM are o-iven to the positions that the fingers ot the left 

Ce * ai . . .1 strine-s The most common is ‘Position, which 

hand assume m stopping the string . fret ( invaria bly numbered), and 

means that the 1 st finger will stop ,at.a certa,in re ) ts , Position ’means 

the 2nd 3rd and 4ih finger, « U»« on « he- <frets, h men we see 

that the 1st finger will be at he tot ire, on on the S sth fret . 

therefore 5P. we know that the 1st ^ , is '*| arre „_ this means that 

the fingm °s'laincross lS aU £ strings ai the fre, indicated. See pages 

20 ’ ^ f it^e -to a .—on of £ two <^rs-theirs, Jinger 

being laid over the whole o * on pages 24. 26. 30. 32. 

gers stopping strings as shce., -g^ frequently only employ the 1st 

ti. 1 .. 

strri, «-.«•*> 

Although there appears to^ be^many^ chords ^to «^« r . ^ actual 

number is not so great owing t |, (Sub dominant) chord of another Key. 
Th1, K .7‘ .JX-.n-y referred to, and w 1,1 he seen on 

— as G. Major ». chord. 

r is 4. „ ii ii 1 ’ ” D. ” 

Bh i. » « » ” ” i‘ l 

D. 1. ” •* ” ” *' A * ” 

A. Minor l. •• . - B. Minor 2. ■■ 




LITTLE BROWN JUG-,_ Page -/ 

OLD FOLKS AT HOME,._2 

BOATMAN OF THE OHIO_4 

OH, DEM GOLDEN SLIPPERS_6 

hand me deole banjo_ a 

DE HAPPY LAND OB CANAAN, 10 

POOR OLD JOE_// 

HANDSOME NIGGER JOE_ 12 

mullig-an guards,___a* 

A LOVELY DAY TO NIGHT 16 


^ n t> 3 ^ j 
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NOW THEN _ 32 
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UNITED STATES AM DE PLACE_ 36 
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